Flight Behavior: Mr. Darling and Masculine Models in J. M. Barrie's Peter and Wendy
Some of the writers who created Britain's Golden Age of children's literature were clearly motivated by a vision of childhood as Arcadia (Carpenter 9, 16) . Kenneth Grahame portrayed such an idyllic world in his community of carefree and anthropomorphized riverbank animals; A. A. Milne re-created the nursery as Eden populated by stuffed toys, in which the child plays God. Barrie, in his creation of Peter Pan, clearly belongs to this tradition of exalting the desirability of the worlds created by the childish imagination. For Barrie, though, the playing child is not only enjoying a socially provided respite from the oppressive demands of culture, but, during this respite, he ensconces himself in a mental space also protected from the depredations of a pitiless nature.
For, like Milne's, Barrie's view of life is tragic. In Peter and Wendy, 1 underneath his trademark whimsy, Barrie portrays a brutal Darwinian nature overlaid by a tyrannical and arbitrary culture, the burdens of which fall predominantly upon men. As Jack Zipes (143) and Ann Wilson (598) have pointed out, one prominent theme of Barrie's Peter Pan corpus (both novel and play) is a stinging critique of the male gender roles of his time. In marked contrast to the more stable and instinctual roles he portrays as available to women, Barrie indicts the models of adult masculinity of his period as unstable, conflict ridden, and miserable. As Rebecca Hightower has noted, for Barrie, only the imaginative freedom of boyhood play confers joy (193) . Unconventionally, perhaps, I see the much maligned Mr. Darling 2 as a central figure in Barrie's novel Peter and Wendy, because it is in his flighty character that Barrie illustrates the instability of turn-of-thecentury masculinity. As Barrie's story unfolds, in a desperate effort to find a satisfactory masculine style, Mr. Darling leaps erratically from one masculine identity to another, becoming not only the burdened patriarch, but also the ruthless pirate and the self-punishing ascetic. Each of these styles conforms to a model of Victorian/Edwardian manhood identified by modern scholarship: the patriarch is the paterfamilias described by John Tosh, the pirate is Bradley Deane's New Imperial man, and the self-punishing ascetic is the heroic penitent that James Eli Adams calls the "desert saint." None of these, however, provide Mr. Darling with lasting relief from conflict and failure until finally, joyfully-and, I will argue, impossibly-he finally succeeds in reclaiming the imaginative freedom of a playing boy, and dances into Neverland.
In what follows, therefore, I propose to demonstrate a two-fold thesis: First, that Barrie both thoroughly evokes and gleefully trashes the three adult masculine models named above, concluding his tale with a defiant affirmation of the playing boy as the most desirable of masculine identities. Second, that Mr. Darling exhibits the traits of the three adult models, plus those of the playing boy. Two of these models, the patriarch and the ascetic, constitute successive stages of Mr. Darling's cultural overlay-his persona, if you will-and are fully displayed in his primary world character. The other two, the pirate and the playing boy, belong to his repressed, natural core, and, though evinced in Mr. Darling's own person, are developed more fully in the text as independent Neverland characters: Peter and Hook. Thus I am suggesting that Mr. Darling incorporates these two (overtly more important) characters into his own psychological makeup.
In addition to analyzing Mr. Darling's character, therefore, I will also look closely at Peter and his Neverland, not only to point out how much Peter exists in Mr. Darling, but also to present Barrie's idiosyncratic notion of the ideal masculine condition. I will examine Hook, not only to show Hook in Mr. Darling, but also to display Barrie's devastating deconstruction of the New Imperial masculine ideal. And I will briefly explore Barrie's major models of femininity, Mrs. Darling and Wendy, to observe the contrast the author draws between the instinctually rooted roles his culture offers middle-class women and the socially driven roles it thrusts upon middle-class men.
Where Men Begin: The Theatre of the Imagination
According to R. D. S. Jack in his book The Road to the Neverland, 3 Barrie was mightily influenced by Darwin. Unlike writers who followed Rousseau in glorifying the state of nature, Barrie portrays the natural condition of men as pretty awful. Barrie doesn't directly dramatize the state of nature in Peter and Wendy; he only offers an image of it: The Neverland is the "nature" projected by a boy-child: boy-nature, as it were. In other words, in the Neverland (that is, in childhood play), boys practice the life for which (Barrie believes) they are biologically programmed. Mr. Darling's many similarities to Peter, to be examined below, clearly signal that he, too, began his life as a Peter in a Neverland.
The first description we get of activity in the Neverland shows it to be, to paraphrase Disney's The Lion King, a classic circle of death: "The lost boys were out looking for Peter, the pirates were out looking for the lost boys, the redskins were out looking for the pirates, and the beasts were out looking for the redskins. . . . All wanted blood except the boys, who liked it as a rule, but to-night they were out to greet their captain" (Barrie, . The Neverland exists in a state of perpetual war along all possible lines of difference: interspecies, interethnic, intertribal, intergenerational. Dominance is achieved by violence, which is carelessly exerted not only upon one's enemies but also upon one's subordinates: When the Lost Boys begin to age, Peter "thins them out" (96) and Hook will rip open a member of his pirate crew for stumbling against him (100). Glenda Hudson describes the Neverland as a "dystopic world where Darwinian principles rule" (314), where "children kill adults, and adults seek to kill children, reflecting a world dominated by the principle of eat or be eaten" (320).
All that allows Barrie to present this Darwinian nightmare as a sort of utopia is Peter's firm control of it. Peter is not an individual child, but the archetype of the boy at play, and the Neverland is a generalized version of the imaginary worlds existing in children's minds, made up of stories mixed with random bits of real life . Underlying all the fantasy constructs provided by stories are the basic drives of human nature; all human stories, dramas, and games express what humans are. In Barrie's vision, little boys play out their biological imperative of fighting and hunting, and the Neverland game is fun only because it is a game. As Barrie observes, the Neverland becomes frightening when it threatens to become real, when "you lost the certainty that you would win" (88).
In Barrie's picture, therefore, the middle-class men of his time (the Mr. Darlings) begin as Peter-that is, adventuring in the mental world of imaginative play. Even while Peter uses both culture and nature to create his fantasy world, in his fantasy world he dominates both. He is free of all social constraints, "wild" (hence "Pan"). As Wendy discovers in their first encounter, he has no proper name, address, age, or home life (65-69). Later it is revealed that he can't read or write, not even a little; he is "above" all that (129). He is free of authority; nobody tells Peter what to do. He dominates any situation in which he finds himself, either through force of personality, physical conquest, or elusiveness. Most significantly, Peter is free of all socially constructed roles. He defines himself; he is whatever he wants to be, switching from being a boy to a "redskin" in the middle of a battle (131). Peter's ability to fly is a metaphor for the fact that the boy at play creates his own identity, which can change from moment to moment. 4 In creating his own reality, Peter replaces nature. To Peter, "make believe and true were exactly the same thing" (117), and he can get "rounder" on pretend meals. He is free from time. Constantly forgetting his past, emerging fresh into each new adventure, Peter is a little bird that has always-just-now broken out of the egg. He is free of emotional attachments, essentially a solipsist, centered on himself and his own "wonderfulness," and his only relationships are with playmates whom he dominates as his supporting cast in a never-ending drama of which Peter is both author and star. He is free from sexual desire: immovably innocent; he doesn't know what a kiss is and can't imagine what any girl would wish to "be to" him except a mother. And, because he is not a human child, 5 the only reason he needs or wants a "mother"-the attraction that draws him to the Darling's window and that inspires him to lure Wendy to the Neverland-is to provide fodder for his imagination, the stories out of which he has built his world (Stirling 16 ).
Peter's "lawless" life in the Neverland, "on a playground where the endless circular struggle of lost boys, pirates, and redskins means nothing except the pleasures of play" (Deane 114), exists, in Barrie's story, only in the mental theater of the boyish imagination. Barrie presents as inevitable that, once the Lost Boys reenter the "mainland," they will follow the path of most middle-class boys who were expected to grow up to sit deferentially in offices, and who went to school or entered an apprenticeship to learn the social, emotional, and professional skills needed to do so (Tosh 4) . Peter expresses a particular horror of school as the transition between the free play of boyhood and constrained, enculturated male adulthood. When Mrs. Darling offers to adopt him, he inquires "craftily" whether she would send him to school: "Yes." "And then to an office?" "I suppose so." "And soon I should be a man?" "Very soon." "I don't want to go to school and learn solemn things," he told her passionately. "I don't want to be a man." In Mr. Darling, Barrie portrays a typical middle-class man whose school has forced him to "learn solemn things" in preparation for a life in office confinement.
Where Men Live: The Theater of Culture
School and subsequent social roles introduce the former child to another stage, in more senses than one. Both Deane (57) and Adams (11) assert that all Victorian manliness was performative. The theater of culture somewhat resembles the theater of boyhood games. One clear similarity is that both contain large elements of "show" and of "let's pretend." In Victorian Britain, according to John Tosh, status was largely determined by domestic display (24), and people put on acts to conform to cultural standards. However, the differences are profound. Autonomy is one of the highly desirable characteristics of childhood play. The player gets to craft his own world and choose his own role in it. If he gets tired of one role, he can switch to another, as Peter switches from boy to redskin. (This feature, of course, has been duplicated in modern role-playing games so we can all be eternal children.) There are roles in the adult cultural theater, too, but they are limited and compulsory. Available roles are circumscribed by one's social environment and abilities; changing one's role is difficult, if not impossible, and one may be lured or compelled into a role without full knowledge or consent.
Another beauty of the childhood game is that it lacks finality, or even real consequences. Peter's extremely short-term memory means that nothing has a lasting effect on him; he literally cannot accumulate experience. He acts on whim, playing; everything in the Neverland can be revoked if the player(s) changes his mind. In the theater of culture, failure in the game is an all-too-real possibility, and the consequences are life altering. A third difference is that in the boyhood game, one either comprises one's own audience (Peter's crowing is, of course, self-applause) or one cooperates with fellow players who will support one's performance. In the theater of culture, the audience is ubiquitous (even internalized) and merciless.
Mr. Darling's conscious motives are entirely cultural and therefore theatrical, though somewhat paradoxical: he craves admiration (that is, to stand out), but he also has a passion for being "exactly like his neighbors" (61, 40). Ironically, however, what first irrevocably binds Mr. Darling to the chariot of the cultural enterprise is his one "natural" victory, winning the competition for a desirable mate. The jujitsu of mainland courtship is described in the first few pages of the novel: Mr. Darling pursues Mrs. Darling and wins by superior ingenuity and swiftness (he "took a cab and nipped in first, and so got her") only to discover in less than a page of text that he himself has been trapped into an unending struggle to finance the domestic package. Mr. Darling becomes Barrie's case study in which the reader first sees the cultural bindings upon the middle-class male-office, marriage, fatherhood-formed and knotted, as he is jostled into the first masculine model he attempts: that of the paterfamilias.
Mr. Darling as Paterfamilias
Mr. Darling is not financially well positioned to set himself up as the head of a domestic establishment. In the stage directions of the published (1928) version of the play, Mr. Darling is described as a clerk; he "sits on a stool all day" (32). According to Tosh, clerks were at the lower end of the middle class (181). Ann Wilson observes that in the early part of the twentieth century, clerking jobs were increasingly being done by women, so that Mr. Darling's livelihood is not only slender, but potentially emasculating (600). But having married, Mr. Darling is, as they say, "in for it." For once hitched, Barrie's middle-class men are plagued by their wives' financial importunity (all Nibs remembers of his mother is that "she often said to my father, 'Oh, how I wish I had a cheque-book of my own!'" [102] ) and victimized by the feminine drive toward motherhood. When Mr. and Mrs. Darling have married and set up house, Mrs. Darling is, at first, her husband's economic ally, "gleefully" keeping the household books, carefully tracking expenses down to the last "Brussels sprout." However, soon the carefully kept accounts are drawn over with pictures of "babies without faces," and soon after that, Wendy appears: "another mouth to feed" (39). At the advent of each of the three children, an increasingly harried Mr. Darling figures frantically with pencil and paper as to how they are to be kept. The children require not only food, but a nurse. The Darlings are now poor, "owing to the amount of milk the children drank," and the only nurse they can afford is the dog Nana. Living under the eye of the ubiquitous and merciless social audience, Mr. Darling fears that this bizarre economy will make him the object of his neighbor's gossip and possibly threaten his "position in the city" (41). Their other household help is a child-maid. Employing a maid-of-all-work often signaled the difference between middle-and working-class status; the "standard" bourgeois establishment included "a cook, a housemaid, and a nursemaid" (Tosh 19 ). So Mr. Darling, with a Newfoundland running his nursery and a maid who, when hired, swore that "she would never see ten again" (42) is clearly hanging onto middle-class status by his fingernails, a most stressful position for a man who has "a passion for being exactly like his neighbors."
In short, as paterfamilias, culture-bound Mr. Darling is up to his eyebrows in a social theater in which he can't quite manage his part. He is isolated from his family by his work outside the house and his responsibility for breadwinning, an activity of which his wife and children haven't the remotest concept. Deprived by his place in society of an outlet for the "natural" masculinity of aggressive competition, Mr. Darling yet craves the admiration that is normally the fruit of victorious mastery.
6 He "boast[s] to Wendy" that his wife respects him, possibly because he "seems quite to know" about such arcane matters as "stocks and shares" (38). According to the cultural bargain described by Tosh, as consolation for being a "cypher" at work, Mr. Darling should find an appreciative audience in his wife and family, but it appears that the admiration his "too affectionate nature" requires (61) is largely denied him even at home, where he plays the role that Tosh claims was increasingly assigned to middle-class fathers: that of the "bumbling amateur" parent (160).
Mr. Darling's struggles are burlesqued in his inability to tie his tie for the fatal dinner party. He storms into the nursery trying to convince his family that this is serious: "I warn you of this, mother, that unless this tie is round my neck we don't go out to dinner to-night, and if I don't go out to dinner to-night, I never go to the office again, and if I don't go to the office again, you and I starve, and our children will be flung into the streets" (55). This tirade, though ludicrous, is based in the hard facts of middle-class Victorian life. The well-being of the household depends on Mr. Darling's ability to manage in the outer world, to make things come out right. Mr. Darling's tirade also signifies the importance of correct costuming at all levels of cultural theater. To lower-middle-class Mr. Darling, whose living is precarious, it is clear that a costuming solecism could initiate a downward spiral to starvation in the street-and it is also clear that he is the only one in his family who feels the truth of this.
Here, on the surface, Mrs. Darling (who, "still placid," ties Mr. Darling's tie) appears the sensible adult while Mr. Darling acts the selfimportant, unstable child. However, in the underlying situation, Mrs. Darling is ranged with the children as the carefree dependent while, however comically he brays about it, Mr. Darling is the adult: that is to say, the beast of burden that carries them all.
Thus, Barrie shows the separate, gendered spheres of work and home isolating the paterfamilias from his family. In order to fulfill their roles as providers, many men are forced to acquire a sedentary submissiveness that offends traditional notions of manliness; when they do attempt to assert themselves and their own importance to the household, they look childish. As Mr. Darling exemplifies it, the paterfamilias model of masculinity is fragile and self-contradictory, more productive of anxiety than satisfaction.
Thus Barrie presents the cultural maturation process of school-officemarriage-fatherhood as binding the middle-class male to a demanding cultural role which gives his natural proclivities little place. But might a man find a better life in circumstances which call forth, rather than repress, these proclivities-the more "natural" and "wild" environment of the New Imperial man? Barrie does not appear to think so. The devouring maw of Barrie's nature offers no more opportunities for happiness than culture's heartless manufactory.
Hook as New Imperial Man
Mr. Darling is not simply a Peter who has been culturally brow-beaten into shouldering the oppressive responsibilities of the family man. At his core (as I will show later) lies the instinctual aggression which Deane identifies with the New Imperial man and which Barrie portrays separately and clearly in the pirate Hook-the character into whom Peter, left in a state of nature, would mature. An examination of Hook will not only allow us to perceive his character as a facet of Mr. Darling's, but also to appreciate Barrie's ruthless skewering of the New Imperial style of masculinity.
In a discussion of Stevenson's Treasure Island, Deane observes that in late nineteenth-century adventure fiction, pirates were less the "foils" for the boy-heroes than their "doubles" (89). In Stevenson's book, Deane says, the behavior of pirates expresses the "essence of boyhood" (95) and both pirate and boy display the characteristics of the New Imperial man.
Barrie, of course, explicitly invokes Stevenson's pirate-hero, Long John Silver, in describing his own Hook, who is said to be "the only man the Sea-Cook [or 'Barbeque'] feared" (90, 99, 201) . And the behavioral similarities between Stevenson's boy-hero, Jim, and Silver are replicated far more obviously in the New Imperial parallels between Peter and Hook. Both are absolute rulers of homosocial tribes, feared by their followers, locked in an endless series of contests for dominance in a wild environment utilizing aggression, physical warrior skills, and craft. Also like New Imperial men, both refer their conduct, not to consider-ations of universally applicable morality, but to the specific "codes" of the groups with which they identify and to the "rules" of their current contest (Deane 89, 96) . Peter adheres to the standards of "fair play" commonly invoked by contesting boys and is shocked into momentary immobility when, in a fight, Hook ignores such conventions by biting him. Hook, though impervious to commonly accepted notions of tradition and honor (as in his "unscrupulous" and "improper" attack on the redskins [179]) agonizes over the dandiacal aristocratic canon of "good form" that he imbibed as an Eaton schoolboy. He is famous, but "Is it quite good form to be distinguished at anything?" He is the only man Barbeque feared, but "Barbeque, Flint-what house? . . . Most disquieting reflection of all, was it not bad form to think about good form?" (201).
Another New Imperial marker shared by Peter and Hook is their predilection for display. Deane says that turn-of-the-century culture expected the markers of "manly" character to be not "sheltered in [a man's] heart so much as worn on his sleeve" (65). Peter sets himself visibly apart from his tribe by forbidding them "to look in the least like him" (96) in manners of dress, while Hook shows himself as "a different caste" from his crew by his dandyish, aristocratic costume, Charles II hairstyle, and refined speech (99-100). Also, in a sight-gag noted in the Freudian reading of Michael Egan (55), Hook habitually signals his "manly" superiority by smoking two cigars at once.
Hook, then, like the heroes of imperial romance, has maintained the character of "savage boyhood" into his adult life, and so perhaps deserves more to be viewed as a model of New Imperial man than Peter. However, it is in Hook's profound differences from Peter that we see Barrie discounting the New Imperial masculinity (which we will see Mr. Darling exhibit under stress) as sharply as he devalues the patriarchy that Mr. Darling overtly attempts. The key differences between Peter and Hook are those between the child in his fantasy play and the man in the world. Hook, unlike Peter, is oppressed by both nature and culture; he controls neither his environment (the Neverland) nor his own identity, and so is subject to angst, self-doubt, and fear-not to mention bloody defeat and gruesome death.
Unlike Peter, Hook cannot fly-that is, he cannot simply assume whatever identity he wishes. The New Imperial man's identity was determined, not by his desires, his intentions, or his integrity, but by the opinions of his peers (that is, his subculture), and the importance of seeming far outweighed the importance of being (Deane 59) . When Peter, master of the Neverland, imitates Hook's voice and claims Hook's name, declaring Hook himself to be a codfish, he not only raises doubts about Hook's "true" identity in the minds of Hook's crew members, but almost convinces Hook himself. Hook has neither the confidence in an essential self, nor the child's power of creative self-assertion, to hold against this devastating appearance: "Against such fearful evidence, it was not [his crew's] belief he needed, it was his own. He felt his ego slipping from him" (77). Also, as noted above, Hook is still tortured by the appearance-driven, peer-evaluated class canon of "good form" which his old school, doing what schools do best, has seared into his soul and which sticks to him like Heracles's poisoned shirt.
In the Darwinian state of nature represented by the Neverland, and in the settings of New Imperial romance, men win by means of such traditionally masculine qualities as strength, courage, and "instinctive violence"(149). These criteria, of course, are all associated with youth. Hook's position as dominant male is imperiled by any who may be able physically to defeat him-which, in nature, usually means a younger male. Peter has set himself up as Hook's chief enemy by cutting off Hook's hand. While the pirate has replaced his missing hand with the more useful hook (the acquired advantages of age, such as status, power and experience, can compensate for the loss of youth's physical perfection), Peter's unbearable cockiness still makes Hook feel "like a lion in a cage into which a sparrow had come" (184). The natural reaction of a dominant male to the overweening self-confidence of a young rival is murderous hatred, because the lion knows that, eventually, in the course of nature, youth always wins. The wild New Imperial frontier is no country for old-or even middle-aged-men.
I noted earlier that the Darwinian nightmare that is the Neverland fails to inspire terror, according to Barrie, as long as one retains the certainty of winning. Peter, who has invented the Neverland, justifiably always retains that certainty, while Hook knows that, eventually, he will not only lose, but he will die. Peter threw Hook's hand to the crocodile, thus whetting its appetite for Hook and inflicting on Hook a perpetual reminder of mortality. The crocodile has swallowed a clock, making it as neat a symbol for devouring time as literature has produced, and making Hook's life a constant race with death. Hook tells his bo'sun Smee: "before it can reach me, I hear the tick and bolt." Smee replies, "Some day . . . the clock will run down, and then he'll get you" (105). Hook's fear of death is demonstrated, not only by his terror of the crocodile, but by the fact that he "shie[s]" only at the sight of his own blood (99).
Thus, Barrie portrays the state of nature, the setting for the New Imperial men aligned with the "barbarian," as constant, literally cutthroat conflict, increasingly overshadowed by the dread of its inevitably approaching end. And the end of Hook's conflict is the naturally inevitable: after brutally eliminating one set of competitors (the redskins), he and his tribe are as brutally eliminated by a tribe of young rivals-who then proceed to metamorphose into their elders, with Peter taking control of the pirate ship, donning a suit made of Hook's "wickedest garments," and treating his boy-crew "as dogs" (225-26).
The savage boy in imaginative play experiences the pure enjoyment (Peter's "joy") of primal contest and victory. Barrie, in the character of Hook, suggests that New Imperial men, who retain their "savage boyhood," will ultimately find their whole experience dominated by the one truth: that, as there is always a bigger fish, there is always a younger-thus stronger, more crafty, more skillful-rival boy.
Pure Nature: The Eternal Mother
The contingent and imperiled masculinities in Barrie's novel stand out in sharp contrast to his major models of the feminine: Mrs. Darling and Wendy, who are firmly anchored in a culturally supported biological identity. While Barrie's male children must move from games of "blood" into bloodless service to an office, Wendy's game in the Neverland precisely mirrors her adult expectations. When Peter lures Wendy to the Neverland, besides promising her flying and mermaids, he offers her the opportunity to tuck the Lost Boys in at night and darn their pockets: to do, in other words, what her mother does. Middle-class Victorian life, as Barrie pictures it, constrains men to abandon their "natural" proclivities in order to feather a nest in which their wives may pursue theirs.
Barrie's women are totally natural creatures, programmed and dominated from childhood by a ruthless reproductive instinct that drives them as relentlessly as heat-seeking missiles toward marriage and motherhood. Wendy tries to turn even her first encounter with Peter toward premating rituals in her coy insistence on exchanging kisses, and throughout her Neverland stay she attempts to push Peter toward the romantic pairing with her that would reify their Neverland family. And while Peter roundly rejects adulthood, Wendy anticipates it. Though willing to go off and play games with Peter, Wendy retains her aspiration to grow up. Even in the Neverland, she parades this goal before the boys every evening in her "good-night story" (165) as the future left open to them by the open nursery window: herself as "an elegant lady" and her brothers "two noble portly figures . . . grown to a man's estate" (170). Girls, as Peter tells Wendy, "are much too clever to fall out of their prams" (73); unlike boys, they have no need to evade growing up.
Barrie emphasizes the value that women and girls set on motherhood by the joy Mrs. Darling and Wendy take in the eternal recurrence of babies. Mrs. Darling reassures Michael, "I so want a third child!" (53). In the Neverland household, Wendy forces Michael into the cradle because "Wendy would have a baby, and he was the littlest, and you know what women are, and the long and the short of it was that he was hung up in a basket" (126). Wendy asserts, "I must have somebody in a cradle . . . a cradle is such a homely thing to have about a house" (161). And women find emotional fulfillment in caring for children. Wendy is totally happy with the domestic life in Neverland, even though "those rampageous boys of hers gave her so much to do": "When she sat down to a basketful of their stockings, every heel with a hole in it, she would fling up her arms and exclaim, 'Oh dear, I am sure I sometimes think that spinsters are to be envied.' Her face beamed when she exclaimed this" (127-28). And in addition to satisfying their biological natures, women also find social acknowledgment in the role of "mother." When Peter tempts Wendy into the Neverland with the privilege of acting as mother to the Lost Boys, he also stipulates that she will receive their "respect" (74-75). Mothers work hard, but they also have authority. In the Neverland household, Peter's whim is law, but under him, Wendy makes and enforces the household rules (135-36; 159-61). To her brothers, Wendy is "only a girl," but the Lost Boys, who regard her as a potential mother, declare that they are "her servants" (117).
However, it would not be fair to imply that Barrie portrays middleclass feminine life as painless because it is more "natural" than the masculine. Nature is every bit as ruthless as culture, and Barrie shows that an exclusive focus on biology as both destiny and fulfillment exacts a price: the "withering" of the person that must occur when one's purpose in life-the children-fly from the nest. Wendy's Neverland game, though evidently entirely fulfilling, contains nothing but the "mothering" of Peter and the boys: ironically, when she has "breathing time for herself," she "occupied it in making new things for them" (127). And when Mrs. Darling's children go, they take her life with them.
Mrs. Darling's pining would seem less tragic if her attachment to her children were reciprocated, but it most emphatically is not. While comically exaggerated, the emotional vampirism of Barrie's children may strike the reader as disconcertingly true to life. The young Darlings are so confident in their mother's unconditional love that they feel safe staying away "for years" in Neverland, sure that however much they have made her suffer, she'll welcome them home when they choose to arrive (170). And until their certainty of welcome is shaken (causing their self-preservation instincts to kick in), they neither miss her nor give her suffering a thought. This is clearly what Barrie means when, in his novel's last line, he calls children not only "gay and innocent," but also "heartless." In fact, it is on this heartlessness that their gaiety and innocence depend: true attachment and empathy would, obviously, destroy both.
When the children arrive home, Mrs. Darling does indeed welcome her errant "brats," and Barrie upbraids Mrs. Darling for having "no proper spirit" (228): "So long as mothers are like this their children will take advantage of them, and they may lay to that" (226-27). Though finally conceding that "if [Mrs. Darling] were too fond of her rubbishy children, she couldn't help it" (230), Barrie still clearly implies that a mother's emotional enslavement to her children, though typical, is healthy for neither. Here we find evidence to concur with Joy Morse's suggestion that Barrie, in addition to having a sharp appreciation of the miseries of being a middle-class man in his culture, had feminist sympathies as well.
Dr. Jekyll, Mr. Hyde, and Peter Pan
One can look at Mr. Darling (the repressed paterfamilias) and Hook (the more "natural" New Imperial man) as Barrie's alternative models of adult masculinity, appreciate the tortures of each, and say, "Good grief! No wonder Peter won't grow up." But, as I observed above, one can also see Peter and Hook, Neverland characters, as psychological facets of Mr. Darling. Like Hook, but with reverse emphasis, Mr. Darling combines a "natural" drive toward ruthless dominance with the need to succeed in a cultural role: where Hook aspires to aristocratic "good form," Mr. Darling aspires to the social and domestic mastery of the successful paterfamilias. But the boyish Mr. Darling, who easily falls into "romping" with his children (42, 55) and who "might have passed for a boy again had he been able to take his baldness off" (229) possesses, in addition, the most defining characteristic of Peter, the child at play, which Hook does not share: the tendency to jump roles, to disregard "real" history and claim whatever identity suits his game of the moment. To use Barrie's image, Mr. Darling consistently exhibits flight behavior.
While his wife is ontologically anchored, so to speak, in her biological role as mother, Mr. Darling, uprooted from "natural" masculinity, is, as we have observed, culturally motivated (that is, audience-driven) at once to conform and to be admired. Thus, as noted above, he leaps into different cultural models of manhood in an effort to project an identity that will achieve these goals. In the conflict which begins the novel's central story, we see him attempting his default role of the manly paterfamilias, but ultimately goaded by repeated failure into striking out at his uncooperative audience with Hook's predatory claw, acting with the instinctive aggressiveness of the New Imperial man.
When Michael refuses to take his medicine, Mr. Darling tries to motivate his son by claiming that when he, Mr. Darling, was a boy, he not only took his medicine "boldly" but thanked his parents for it. "He really thought this was true," Barrie comments wryly (57). In this spontaneous reinvention of himself, Mr. Darling acts just as Peter does when, tears scarcely dry on his face, Peter believes that he "had never cried in his life," and, as soon as Wendy finishes sewing on his shadow, is certain that he has effected the repair himself (67). However, Mr. Darling's belief in his imaginary "bold" boyhood is not powerful enough to make him bold in the moment. When Wendy presents her father with his medicine, he funks taking it, then tries to save face by turning his failure into a "joke" on Nana, slipping her the medicine in the guise of milk, thus victimizing the household's weakest member and displaying meanness as well as cowardice to the reproachful gaze of his wife and children. Like Peter, Mr. Darling is impelled toward selfcreation; here, unlike Peter, he cannot pull it off, for he is constrained by obtrusive physical fact (the filthy taste of the medicine) and by his history (his entrenched aversion to it.) Peter, who lives in a mental world and for whom each moment is new, can be brave when he wants to be; Mr. Darling cannot. There it is.
Mr. Darling's attempt to "fly" is also sabotaged by one of the contrasts between the free play of childhood and the constrained cultural theater: the attitude of one's audience. Mr. Darling fails in his efforts to play the manly man largely because his audience won't play along. Wendy doesn't realize she is undermining her father's act when she naively brings him his medicine so he can prove his claim; as a child, she has not yet been trained in the theatrical sensitivity we call "tact." Compare the Lost Boys' heroic efforts to support Peter's drama after Wendy falls: Peter commands a house built around her, and the woods ring with the sound of axes; Peter calls for a doctor, and Slightly metamorphoses into one. Peter's audience/supporting cast are masters of improvisation; the literal-mindedness of Mr. Darling's audience subverts his play entirely. Mr. Darling's performance deteriorates markedly as he himself loses faith in it, delivering his subsequent lines first "entreatingly," then "doubtfully," and finally giving them the lie as he speaks ("'It was only a joke!' he roared . . ." [60] ).
The affair of the medicine also shows one effect of the disconnection between "natural" masculine warrior images played by boys and most mid-Victorian (actually, most postindustrial) adult male roles. In fact, Mr. Darling does not need physical courage-the courage to kill pirates, or even to swallow nasty-tasting medicine-in order to do what makes him valuable to his family and to his society: that is, to feed his dependents and serve his firm by clerking in an office. However, like his sons, he associates masculinity with bravery. So he imagines himself to possess, and he claims, a "boldness" he then fails to exhibit, thus forfeiting even the respect genuinely owing to his position as the financial prop of the household. His obscure sense of being measured by inappropriate standards, and so denied his due, is evident in his complaint after his "joke" has resulted in universal sympathy for Nana: "That's right . . . Coddle her! Nobody coddles me. Oh dear no! I am only the breadwinner, why should I be coddled?" (60). His home, supposed to be a refuge of "emotional and psychological support" for the household's head (Tosh 6) , has become an arena where he is challenged and humiliated. Mr. Darling must carry the responsibilities of a patriarch with neither the admiration and deference, nor the sympathy and comfort, which, in mid-Victorian convention, were supposed to be his quid pro quo.
In reaction to being humiliated and to being cheated in his domestic bargain, Mr. Darling reverts to the "natural" masculine substratum honored by the conventions of New Imperial romance and delineated by Barrie in the character of Hook. New Imperial men are not saddled with families, and Mr. Darling turns against his children by withdrawing the concession their arrival forced upon him: he banishes the embarrassing canine nurse to the yard, where dogs are chained in "proper" households. This is an instinctively aggressive act that also has the cultural force of continuing Mr. Darling's performance. In it, Mr. Darling achieves two theatrical goals: he at once reasserts his claim to be a "strong man" and reapproaches the coveted status of being "exactly like his neighbors." But he is also, Hook-like, directly attacking his children, the primary threats to his household dominance, his financial adequacy and social status, by removing their protector on an evening when he and his wife are going out to dinner, ignoring his wife's warning about "that boy" and Nana's barking as if "she smells danger." After he has chained Nana, he sits "in the passage, with his knuckles to his eyes," that is, refusing to see what he is doing (61). The result of his hostile abandonment is, of course, that his children literally disappear. Rather like Hansel and Gretel disappearing into the magical woods in which predatory stepmothers are unmasked as cannibal witches, in the Neverland of Barrie's fairy tale, the children encounter their father's "natural" murderous hostility unmasked as an enemy pirate.
7 But even after he has employed Hook's claw to tear his children out of his life, Mr. Darling remains stranded in the cultural theater. Whatever financial and social deprivation his children have caused him, their loss does not relieve his humiliation; instead, it verifies his parental incompetence and saddles him with bitter remorse.
Mr. Darling as Desert Saint
Here, however, Mr. Darling's Peter-like tendency to fly into new roles allows him, for the first time, to turn the cultural theater to his advantage: he resorts to a masculine role defined partly by lyric poetry, partly by evangelical piety, and characterized by profound self-abasement: that of the grief-stricken, self-punishing penitent.
Adams says that Tennyson's In Memoriam introduced a "new masculinity" to Victorian British culture, "manhood fused with female suffering" (51; emphasis in original). Tennyson's fulsome and public expression of grief claimed for the poet's "own utterance the character and moral authority of maternal devotion, his culture's most powerful emblem of absolute emotional integrity" (45). Tennyson's making a spectacle of his grief is like his poetic character St. Simeon Stylites making a spectacle of his ascetic renunciation; both acts violate "gendered decorum" in a way that demonstrate "heroic sincerity" and thus, paradoxically, "secured for that expression of devotion the fame for which it professes not to care" (50). Masculine self-abasement, Adams says, provided a means for "the socially marginal" (such as Dickens's Uriah Heep) "to gain access to established norms of masculine power" (51).
As a paterfamilias, Mr. Darling is marginal at best. Nor could he make good on his claim to the easy boldness of the imaginative boy, and his foray into New Imperial natural aggression has only produced more public failure. But as a self-abasing penitent, Mr. Darling is over the top. Overtly surrendering all claims to either conformity or admiration, weirdly taking up residence in Nana's kennel, Mr. Darling adopts the "'umble" posture of all that is socially inferior: a female, a servant, a dog. His self-punishment, as he continues his daily routine in a cage, is as visible as that of any pillar saint. And, paradoxically, through this heroic asceticism he achieves, not merely the adequate conformity which was his former ambition, but resounding social success: cheering crowds, autograph seekers, newspaper interviews, and invitations to dinner (229-30). Mrs. Darling, the true "natural" parent, grieves in the privacy of her home while her husband co-opts the "moral authority" of maternal bereavement and, by displaying it, transforms it into fame.
Mrs. Darling is understandably suspicious of this posture. Like Tennyson's hypothetical audience, she wonders if this "parade of pain" is just a pose to earn "the praise that comes to constancy" (qtd. in Deane 44). With the ruthlessness of a woman who has been sinned against, she inquires of Mr. Darling, " [You] are as full of remorse as ever? . . . You are sure you are not enjoying it?" (232). That, I submit, is a heroically naïve question. Mr. Darling obviously can't admit it, and successfully rebuts the suggestion, but, just as obviously, he is enjoying this spectacular theatrical triumph. He is contented enough to "thoughtlessly" ask his wife to close the nursery window against the draft as she moves to the piano to play him to sleep. Though she won't close the window, she does play him to sleep. So, here is the breadwinner being coddled, and the socially marginal figure enjoying the perks of masculine power. And as Barrie's parody has revealed the paterfamilias to be a pack mule and the New Imperial man to be prey in waiting, so here it reveals the desert saint to be-consciously or not-a poseur.
Dancing into Neverland
However satisfactory in the short term, a parade of pain must cease when the bereavement is amended, and as successfully as the desert saint model worked for Mr. Darling as long as he had a reason to punish himself, it can't plausibly survive the family's "joyful" reunion. When the Darling children return, bringing the six Lost Boys for adoption, the boys line up beseechingly before Mrs. Darling, but they "forgot about" her husband. Mr. Darling is "curiously" (a less ironic word would be "predictably") "depressed" at this abrupt return to his status quo ante, and it appears for a moment as though he might revert to New Imperial natural aggression again, and make the Lost Boys disappear: "they saw that he considered six a rather large number" (238).
Of course six is a large number. However fanciful the primary world of the text, with its canine nurses and material shadows, Barrie has set clear parameters for these characters, and within these parameters, Mr. Darling cannot possibly support nine children. He was barely managing with three. To take in the Lost Boys, in the terms of the text, is to commit economic suicide. However, upon being assured that the boys don't actually "consider him a cypher," he is so "absurdly gratified" that, in the most startling turn of the novel, he reverts, not to Hook's New Imperial nature, but to Peter's boyhood play, and flies off into his own Neverland:
[He] said he would find space for them all in the drawing room if they fitted in.
"We'll fit in, sir," they assured him. "Then follow the leader," he cried gaily. "Mind you, I am not sure that we have a drawing room, but we pretend we have, and it's all the same. Hoop la!" He went off dancing through the house, and they all cried "Hoop la!" and danced after him, searching for the drawing room, and I forgot whether they found it, but at any rate they all found corners, and they all fitted in. By appropriating Peter's appreciative and cooperative audience of playmates and by claiming Peter's authority over physical reality, Mr. Darling at last successfully plays the leader in his own home.
If Barrie had been consistent, this play's run would have been very short due to lack of funds. But Barrie is not consistent, and Mr. Darling's playing at leader evidently continues, although we are never told how he manages to provide for all these children. The end of the Neverland episode hangs in the air. Barrie goes on to narrate Peter's return to the Neverland, briefly refer to the boys' education and adult occupations ("grown up and done for") and describe Peter's brief serial elopements with Wendy's female descendants. The impossibility of Mr. Darling's last quixotic gesture leaves a hole in the text that Barrie refuses to account for, even with one of the cheap and available Victorian expedients such as an unexpected inheritance from a hitherto unknown great-aunt. I read Mr. Darling's final flight into Neverland, which shreds the reality principles established in the story, as Barrie's public thumbing of his nose at nature, culture, and all models of manhood, to make his own quixotic pledge of allegiance to the whimsical freedom of boyhood play. According to his biographer Andrew Birken, as much as possible, Barrie lived his own life as Peter, in charge of his own Neverlands, both in his constant quests for child playmates and in his career as novelist, dramatist, and stage director. Overtly, the text of Peter and Wendy draws a firm line of separation between Neverland and adulthood: "On these magic shores . . . we shall land no more" (44). However, it appears to me that Barrie explicitly refuses to give emotional assent to that separation. Witness one of the most famous dramatic bits in the play Peter Pan, when Peter appeals to the (mostly adult) audiences to save Tink's life by applauding to profess belief in fairies. Of course every audience applauds. And some of the audience, for that brief, ecstatic moment in which they play along, may actually believe.
In a much later children's story, C. S. Lewis's The Silver Chair, a character makes a similar but even clearer pledge of allegiance: "Suppose this black pit of a kingdom of yours is the only real world. Well, it strikes me as a pretty poor one . . . babies playing a game can make a play-world which licks your real world hollow. That's why I'm going to stand by the play world. . . . I'm going to live as like a Narnian as I can even if there isn't any Narnia" (155).
Of course, Lewis did believe in Narnia, or at least in a transcendent Reality represented by Narnia, while Barrie describes Neverland as wholly imaginary and transitory-a "map of a child's mind" (43). 8 Nonetheless, compare Captain Hook's final appearance in the novel to Mr. Darling's. Hook, too, is enraptured by a fantasy of cultural perfection (like Mr. Darling's pretend drawing room) which, in the moment, is "all the same" as reality. As he "staggers" about his deck, "impotently" striking at the flying youths who are mobbing him, " . . . his mind . . . was slouching in the playing fields of long ago. . . . And his shoes were right, and his waistcoat was right, and his tie was right, and his socks were right" (222). A moment later, he jumps into the jaws of the waiting crocodile.
Hook's last flight of imagination accurately represents what Barrie describes in Peter and Wendy as the function of fantasy, of the childhood game, of Neverland-it provides, for boys, a brief, joyous respite before their "solemn" entry into the grimly real world: the no-win struggle to fill a masculine cultural role which ultimately ends in nature's devouring maw. But in Mr. Darling's final scene, when he, too, effectively jumps into the jaws of the crocodile of economic ruin, Barrie reveals his deeper, emotional allegiance. He stands by the play world as, defiantly, he whisks away the crocodile and allows Mr. Darling to dance away into Neverland.
For this text is Barrie's Neverland, and he's captain. Hear him crow. Examples of typical characterizations of Mr. Darling include Jack's description of him as an "inadequate, selfish, doglike creature," (Jack, "Manuscript" 109); Karen Coats's calling him a "failed patriarch" who is "petty, miserly, and obsessive" (12, 13), and Rebecca Hightower's reference to his "petulance and bullying" (191) . These aspersions may be justified, but Mr. Darling is also (on Barrie's showing) every bit as underappreciated and exploited as he unhappily suspects. One precursor of Peter Pan is the title character in Barrie's novels Sentimental Tommy and Tommy and Grizel, whom Barrie's biographer Andrew Birkin identifies as his author's self-portrait (37). Tommy's "sentiment" consists in his ability to leap into any role he fancies with utter conviction and genuine feeling. During one of the innumerable, weeks-long childhood make-believe games he stages with his friends, Tommy abruptly switches from playing Bonnie Charlie to playing a Royal Navy officer who is hunting the Prince (Sentimental Tommy 257, . As a young adult, Tommy refers to his metamorphic shifts as "flying" (he has "left the earth," often without realizing it) and his liability to them as his "wings" (Tommy and Grizel 344, 353).
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In the 1928 play, Barrie develops the theme of Peter's intangibility. He mustn't be touched (46), he weighs nothing (93), he doesn't eat physical food (97). The older one gets, the more difficult it is to see him 144) . 6 See Wilson 598-600 for a discussion of the role of technological and demographic changes in the workplace in creating this dilemma for middle-class men. In Tommy and Grizel, Barrie presents adult retention of childish imaginative freedom as, literally, deadly. The main character, Tommy Sandys, maintains his "flight behavior" into early adulthood, with the result that he drives his fiancé into mental breakdown and, later, accidentally hangs himself (dies, that is, "in flight") while attempting to scale a garden wall (return to the childhood paradise?). If, as Birkin asserts, Tommy is Barrie's self-portrait, it is tempting to see the conclusion of the novel as its author's big, red, cautionary "note to self," and the conclusion of Peter and Wendy as that note's retraction.
